
tlKorp and practice of fiindu music 
aud Cfte Vina tutor 


By C. GANGADHAR 

* 


< ' , 
:n ’ j 

m v$ 




V(,J 


^ i *V w 



Tf 


* ' t 


7^ 

, Printed et ' 1 *» * 


Methodist Publishing House, Madras 


1 >' f V *V , * f • ' 

- '■■ - ■ l^ (l 


Price Rnpi^'Two,. Ford-p Thrifc Shillings 
Edition <fe inxe Five Shillings 



OPINIONS 


W B Si, Esq, of the Madras Mait ' * 

It affords me great pleasure to bear testimony to the care and skill the author has brought to 
on the work. It is likely to serve a most important purpose and I shall be glad to gee it v 
disseminated, " 

B* S(r*dk>t Bag, latte Band Master io If. E. the Governor of Madras, 

I believe this k the first method of its kind in fimdu Musical Literature. Aa some or mo-t c 
explanations and the terms, notation, etc., have their equivalents in English or Buropeon notatior 
book M worth reading through by Western Musicians, who will, find ra sa&iikeresting facts conce 
Hindu Music so very different from oar Western Marne., . Tfcis book is a sjarSii 'advance after on* 
' Western Methods of teaching naosicM inateaments. 



Cbeorp and practice of Rindu music 
and the Vina tutor 


By C. GANGADHAR 


ALL RIGHTS RESERVED 

Printed at 

Methodist Publishing House, Madras 


Price Rupees Two, Foreign Three Shillings 
Edition de luxe Five Shillings 














FOREWORD 


In the preset itate of development of Hindu Music when educated amateurs are 
showing keen interest m the revival of its science, the presentation of a manual dealing 
with its art is considered opportune Every art of the West has a manual or a well-written 
guide, while the worthy Indian Arts have hardly any It is desirable, therefore, that the 
ait of plav i.:u on the Finn -an instrument that produces the sweetest mu.-ue— the noblest of 
all ait-, -i, 1 . ,,ld be lec orded m a manual. My humble attempt in presenting to the public 
tli- hand-.,: Jr containing all that tan possibly be said about the Tina, besides being a 
political guide will, it is hoped, receive c ordial support and sympathy from all lovers of the 
Divine Art. 

The Vina is the characteristic stringed mstinment of the Hindus and has a great 
antiquity attributed to it. It is an instrument of the greatest capacity and power. Mention 
is made in the sacred books that it is a representation of the human body (lule page 9) and 
hence its rapihhtc d imitating the human voice. It is the instrument with the aid of 
whuh Hindu Masm can be systematically and scientifically learnt, for its construction 
reveals to us the nature of the musical interval- scales, modulations, and such like note- 
worthy facts. Hence the Tina i-, called a perfect instrument. 

Shell — The Indian Vina 

^ hat pasmen cannot Music raise and queJ ' 

Wnen Jaba! struck the cborded shell 
His listening bietLren stood around, 

ADd, wondering, on their bees fell 
To worship that celestial sound. 

Less than a God they thought there could rot dwell 
Withur the hollow of fiat shell 
Tb at spoke so sweetly and so well 

patsion cannot Music raise und quell 1 

St Cetdia’s Dai/, 

To popularise and levive this noole ait, has been the chief motive with which the 
boot is brought out. It is my earnest p« ei that such of the educated public as are aware 

u! the charms of * hdr “A”‘ “ Shell ’ would so far condescend as to appreciate its 

true worth and endeavour their best to introduce it in each home. 

The book deals with the Kamatic system of Music and with the Vina of Southern 
India generally called the Sarasvati Vina. The Karnatie system was introduced by Naracta, 
the mventoi of Aits and Sciences, and forms one of the two mam divisions of Hrnda Music.* 

The othei, v.z , the Hindustan system, representing the school established by Hanuman 
fauns no paif of our work. 
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Toe bool is dnided into tlnee pads, The hi part deals in abstract with so much 
of the Theoij of Miwc as is absolutely required foi practical purposes , while the remain- 
mg t^o parts contain much useful and mteiestiog mfoimation regarding the Vina, with 
geneial and piactical instructions for playing it 

In defining the musical terms and explaining some of the points connected therewith, 
their equivalents m the Western Music have been given with a twofold object (1) to 
familiarise Hindu Readers with the European system of Music as fai as possible, and 
(2) to minimise the difficulty m understanding Hindu Music by other nations, This 
comparative treatment of the subject handled or the term defined may, it is hoped, be found 
beneficial to both, 

The third part deals exclusively with practical courses for playing on the Vina, k 
endeavour has been made to neglect nothing which would lie within the province of written 
instructions. The few exercises under each course are given m Tamil, Telugu, Malayalam, 
Canaiese and Staff Notation, thus making the book useful to one and all. 

My thanks are due to many friends who have evinced a deep interest and sym- 
pathy in my humble endeavour to present this bouquet of Music to the public and to my 
masters who have favoured me with their valuable suggestions My thanks are also due 
to lev, A, E. Ogg, of the Methodist Publishing House, for the very neat and artistic 
manner in which the book is got up, I am indebted also to my benefactors and patrons, 

C, G. 




Part I— Rudiments and Theory of Music 

CHAPTER I 

A SKETCH OF HINDU MUSIC * 


All musical sound* fall under seven notes and aie represented by seven characters 
termed— 



4 Sa 

Ri 

Ga 

Ma 

Pa 

Tha 

Ni 

(Tamil' 

dF 

f 

a 

LO 

u 

P 


(lelULM 

V* 

- 

\ 

Vv 

X 

V 

rJ 

i Malayakm 

* - 

V 

X 

2 

OJ 

10 

iTjl 

(Canaie3e) 

X 

8 

ri 


s£ 

d 

1 

£ 

The corresponding English names 

Do 

Re 

Mi 

Fa 

Sol 

La 

Si 


Each letter indicates a ceitain degree (pitch; of *oun<l, called Swara. These Swaras 
are again sub-divided into minor Swaras explained in Chapter II. 

The practices or lessons on these Swaras or Notes, which would be the first part of a 
student’s naming are called Sarali Varusa , Yarusa meaning arrangement. 

The second pait is called Janta Varusa, 1 e., lessons on Couplets, Triplets, 
Quadrulets of Notes or Swaias. 

The third pait is called Alankara or lessons on time 

The fourth part is called Geeta, 1 e., lessons on small sentences in a poetic order 
arranged in two parts, called Pallavi and Anupallavi , the Pallavi preceding the Anupallavi. 

The fifth part is named Swara Jathi, 1 e , lessons on notes and time m a specially 
beautiful manner 


* ‘‘The origin of the Divine Art is traced il India to ham a Veda, the first principles having been taught 
by Brahma (God Creator) himself to Bharataebary a who m turn lmuai ted a portion of his knowledge to sages 
Tumburn and Narada The art was divided into Deva Gana (Music fot celestials), Baksbasa Gana (that for the 
giants) and Manusva Gana (that for men) The last which represents but a small fraction of the whole, after 
distribution to other creatures such as birds, etc , is what is now recognised as the Music of the Earth* 

Any number of heterogeneous system as well as incongruous elassihctfion aie to bs found in standard 
works forming the Musical literature of India The primary distinction is into two classes, Marga (celestial) 
and Desi (terrestrial) The latter is broadly divided into Hindustani and Karnata The Hindustani system 
represents the school established by Hanuman, and the Karnatic system, which is by far the most systematic, 
complete and authentic, by Narada” -"Oriental Music by A C M 

t The full names of these initial letters are Shadjama, Rishaha, Gandhara, Madhyama, 
Panchama, Daivata and Nishada, and they signify Peacock, (X, Goat, Heron, Cuckoo, Horse and Elephant 
whose primitive sounds uttered at particular seasons and times, the notes are supposed to represent 



•2 RUDIMENTS AND THEORY OE MUSIC 

The sixth part is called Varnams. These are also compiled in a poetical order like 
Geetas but a little bigger It consists of Pallavi, Anupallavi with Swaras or Notes arranged 
beautifully to suit the Varnams, and Charanams with Swaras. 

The seventh part is called Krithis These are poems composed with special beauties 
m them, to lure the heart and soul to devotion and piety. Each Krithi is made up of three 
parts , Pallavi, Anupallavi and Charanam, sometimes with Swaras and sometimes without. 

Pathams and Javalis fall under this class. They are love songs But the former 
have a characteristic beauty in them. The words of Pathams are so arranged as to convey 
a double meaning — one ordinary and another divine The ordinary meaning would be a 
lover s desei lption of the object of his or her love , while the deeper meaning, a devotee’s 
description and piaise of his God. Pathams are therefore songs written in Paranomasia. 

Thillanas — a species of Kntis, are songs and notes* intermixed m succession The 
notes which represent a song aie sung first and the song itself next, thus giving a variety 
to the ear, while the music is sung or plajed 

Lastly comes Raga or Melody-mould, a chaiacteristic peculiar to Hindu Music, the 
immense pleasure denved from which is mostly enjoyed by India Raga has been defined 
bv different authors in different ways. One describes it as a melody type founded upon the 
mtetvals of a mode and having a succession of notes so ananged as to excite a certain feel- 
ing of the mind , another more accuiately descubes that Raga is a combination of notes, 
with peculiar fioiui«nes of graces and embellishments and subtile sound complications of 
diverse kinds rendeied ornamental by delicate combinations with higher or low'ei notes 

Theie are 72 Major Ragas and not less than 1000 Minor Ragas. The former are 
those that have all the seven notes in the legulai ordei both w'hile ascending and descend- 
ing and the lattei are those that have less than seven notes m the regular ordei eithei while 
ascending or descending or both, or that have the seven notes or less in an irregular order 
while ascending or descending or both. How so many Ragas aie formed is explained m 
the next chapter 

Great musicians of the past ages are stated to have indulged themselves in one Raga 
for days togethei. Considering the number of modes that can be formed according to the 
science of Hindu music, a whole life-time may not be sufficient to study all the Ragas It 
is no wonder therefore that Hindu music is considered a big ocean 


CHAPTER II 

RAGAS OR MODES 

A Raga or Melody -mould, as has been already defined, is a combination of notes A 
Sampuma Raga 1 is one in which all the seven notes occur in the regular older while ascending 
and descending. Such Ragas aie 7 2 m number, and aie called Melakarta Ragas A Raga 
formed with a note or two left oat either when ascending or descending oi m both is Varja 

, . * N ° tea bma lnolnde the aeveral sessions of Gat! or Gath called Tafctakara sueb as Taka, Tika, Tha, 

i l*i, Xa, Tom ’ ’ 


eg.-i Sa Ri Ga Ma Pa Tha Ni Sa. 


— Sa Ni Tha Pa Ma Ga Ri Sa, 
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RUDIMENTS AND THEORY OF Ml'blC 

Ragas forced of six notes are called Shadava.* and tho'-e of five notes Audava ’ Less than 
five notes cannot form a melody-mould Four note^> 4 are occasionally met with in the 
Arohana, i.e , the ascending ordei, but the Avarohana, 1 . e , the descending order makes up 
foi the deficiency. 

A zig-zag combination of notes differing horn the regular ascent or descent is railed 
Vakra and the older of the notes pi escribed for each Ra^a in this cla^s should be strictly 
adhered to By a combination of Shadava and Audava with Vakra, any amount of melody- 
mould can be formed It is thus clear that there is no limit to the number of derivative 
Ragas that can be formed The first 72 Modes aie classed as Janaka or Genitive Ragas 
and they are tlie Major Modes The rest a.e classed at> Janya or Derivative Ragas and 
tney are the Minor Modes The foimer are aLo t ailed Sampurna, as all the notes oecui 
while ascending and descending The nun.bei of derivative Raya- now in vogue exceed one 
thousand. 

Confining ourselves so far to the geneial classification of Ragas, we shall proceed to 
explain the progiession of the 72 Melakaitas 

We know that Hindu Music is represented by the seven notes Sa, Ri, Ga, Ma, 
Pa, Tha, Ni To these is added the eighth note Sa, to constitute what is called the Scale 
oi the Gamut Of tnese eight notes, the first, the fiftfi and the eighth, viz., Sa, Pa, Sa, 
are constant oi fixed and under- o no variations Thev are called tfie Praknti notes. The 
rest Ri, Ga, Ma Tha and Ni are called Viknti * notes, it, notes undei going variations 
(Vauation means raising ox lowering the pitch of the same cote j 


Tne note Ri Las three venations we 

■shall call them 

Ri 1 , Ri 2 , Ri ! 

Tne note Ga ha» thiee v. rations 

do. 

Ga 1 , Ga 2 , Ga 3 - 

The note Ma has two variations . 

do. 

Ma 1 , Ma 2 - 

Tne note Tha has three variations 

do 

Tha 1 , Tha 2 , Tha 5 - 

The note Ni has thiee vauations, 

do 

NY, NT 2 , Ni 3 . 

For their proper names vide Chapter VI. 




Each Viknti note, therefore, has three variations except Ma which has only two 
variations In all, the hve Viknti notes hav e 14 variations and if the thiee Praknti notes 
Sa, Pa, Sa, aie added, we amve at the seventeen variations, vv , Sa, Ri 1 , Ri-, Rp, Ga 1 , Ga 2 , 
Ga 3 , Ma 1 , Ma 2 , Pa, Tha*, Tha 2 , Tha’, NY, NT 2 , NY, Sa 


2 Sa Ri Ga Ma Pa Tha Sa, — Sa Tha Pa Ma Ga Rr Sa, 

! 3 Sa Ri Ga Pa Tha Sa, — Sa Tha Pa Ga Ri Sa, (Mohana) 

4 Sa Ri Ma Pa Sa, -- Sa Tha Pa Ma Ga Ri Sa, (Prathapa V’arali) 

5 Sa Ri Ga Ma Pa Ni Ma Tha Ni Sa, — Sa Ni Tha Ni Pa Ma Ga Ma Ri Sa, (Malavi) 

* Tne nntno ogscai origin of these notes is rather mtei esting , Paramasiva created the live varying notes 
Ri, Ga, 11a, Dba and Ni, as representatives of the five varying aspects of h.s Face, bat as these by themselves 
could not produce any pleasing effects, Sakti or Parvati added the two essential and immutable evtreme=, Sa 
and Pa, which perfected the Sc.le — Hence the Yikriti and Pi akriti notes 
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'i \ eid variations of notes mentioned above, though seventeen m number, 
repiesent j nh 12 degrees (pitch or intei val) of sound, as is illustrated m the table below 


i tS of Xutt" 

1) 

1*1 

2nd 

3ld 

4th 

uth 

m 

7th 

8th i 

9th 

10th 

11th 

I 

i 12th 

i 

N 



Pa 3 

Hi 3 

I 

i 





1 

i 

Tha 2 ' 

Tha 3 

I 

f 

I 

of 

8a 

HP 

01 

or 

1 Ga 3 

MP 

Ma 2 

Pa 

Tha 1 

01 

1 

or 

1 Ni 3 

Sa 

\ s 



G J 

Ga 3 

- 


■ 


j 

NP j 

Ni 2 



— 


— 






! 


1 

1 





The two notes Hr and Ed are identical with Ga 1 and Ga 2 respectively, and the 
two note- Thu- and Tha 3 , with Nd and Nr’ respectively Xet why they are treated as differ- 
ent rioter, thoagn they occupy the same degree of sound, will be explained presently. The 

formation of the 72 Modes or Melakartas from these 12 degrees of sound may he briefly 

stated thus 

Die notes Sa-Pu-Sa aie taken out fiist, to these aie added m succession any one of 
thr three Li *, Ga s, Tha’s and NT’s, and any one of the two Ma’s, to form a scale of 
eii'ht notes, utilising ever} vanetj and possible combination of notes, care howevei being 
taken that the identical notes, viz , Kr* and Ga 1 , Ed and Gay Tha* and Nd, Tha 3 and Nd do 
ulu occur m one and the same scale Vide Appendix A for the 72 combinations so formed. 

Mhy the 2nd and the 3rd as well as the 9th and the 10th degrees of sound should be 
ad led by two names mav now be cleat. To utilise evety possible combination of the 12 
degrees of sound we leipme that, when Rd is combined with any of its two succeeding 
degrees of sound, they should be called only as Ga 1 or Ga 3 as the case may be, and when 
Kd is combined with its next degree of sound it should be called as Ga* only , and similarly 
when Gtd is combined with any of its two preceding degrees of sound they should be called 
oEiijr as u oi Hi ab the case may be, and when Ga 2 is combined with its preceding degree 
of sound it should be c ailed us Ed onh The same leason holds good for having two names 
or t e J tfa and 10th degrees of sound u Heiein ties tin whole secret of the nomenclative 

adopted fo) tin Indian Gamut and tin erplanation foi the necessity of hazing 16 names foi 

the 12 degrees of sound 11 

w fP/ m *- T the pi0Cess of permutation and combination, we can find out how the 
72 Major Modes are turned ttom the 12 degrees of notes so that each mode may have only 
on t set of 8 notes The following simple method also explains the same . 

A 

f!r * lth 3 1 Modes Tha 1 with 3 Nds 

Ed witn G r A Ga = a , Tha 2 with Nd Nd = 

Rd with G, = Tha 3 with Nd 

Total 6 Modes 


B 

3 Modes 
2 „ 

1 „ 


Total 6 Modes 


A x B = 36 
Since we have 2 Ma’s, 36 x 2 = 72 



lii/MMFAi's \yi) TIIF'»i,\ ‘ iF Ml sir 


i 


Explanation 

Ihe number ot niu'le- th it i m iv formed ui — 

Tin when eomoined wild (Ft (1..- and Cm' is i 
ItF do (rar and Cm’ is 2 

Ri* do. C id is 1 

Thus in all Ri\ and fra’s cm toim six rombrn nion* bimd.nly Tha’s and Ni’s. 
six combinations Tiie thst set ot -k < ombmations with tin second set. of six can form 36 
combinations The'i with ‘2 M.t’o form 72 combinations or mod* s. Vide Appendix A. 

The sub-division of Melakartas or Primary Modes ut j Ragas or Derivative Scales is 
much iuom T> ..dh-iM Amn is unknown to the West, bat is the -very soul 

ind in* .>1 til'* I’ihti. M'tem. 

Xu ie-s th 1 1 «. thoiisiud v.ra v - . t Hiiib >\hi» .o'er* jt uvs u u* Jieadv come 
into exi'ti >j 2 A 1* ji.ti de~c mil m >t tuon cm ttiol} be i.ttci p^ed L> <e However a 
geim d i hh l ]' shet< ned bel <w 

1 ,-t is tac M ,'t< i' of the ilu'ii d Science have utilised eveiv variety of tone' and 
semitones m tile foinntion ot Melakaitas, the Masters of the Ait have, with an inci edible 
amount of labour and patience, analyst d the beauties inherent to the 'accession of par- 
ticular notes at partiudai pLces in tufa mode and after <h'si*)in-.' them systematically 
h ive assigned a diderent name to e o h melody-mould thus : ri. ed 

Ihe adjustment of nett' in the-e Rug is has been =o liigt-ni .m-ly devised that they 
possess remarkable distinct feati res of their own and .ut models ot beauty and perfection 
cnaole ut excitm_ ptSsiOQ' of the m *'t .and and betel oyene. ms character. The expies- 
sive po.vei' nd ,-t - e^i jV.'i wh. n ’ e hidden in each n elody-mould are so varied and 
the distmguismnu m rxs ae -j me ,i tnot n *s jmte easv to ldeocjfv .t Ruga 

The frequent repetition ot the sim- clu-tei ot notes wham constitute the physiognomy 
of a Raga becomes indispensable. By the omission of particular mats m particular inodes, 
a further sub-division of rnelodv -mo lids has been caused Tins class is named Varja as 
distinguished from Sampuma m which all the seven notes occur The sub-divisions of 
Varja, as has been already stated, are Shadava and Audava By a zig-zag progression of 
notes Vakra Ragas have been engendeied, and by a combination of Shadava, Audava and 
Vakra scvei il other Ru> have been formed. The number of Derivative Ragas fiamable 
undei each MdaKaitu m lev mac 1 limit— .li unthtm 

Most Ragas are believed to possess particular poweis fur exciting paiticular passions 
and emotions, as well as good or bad qualities thev have then patron deities, castes, 
renders, family relationship, appropriate hou's. etc The number of oiecdotes and the 
mass of legendary loie connected with these paiticuhis an worthv to be recorded undei 
*• Cunosities of Hindu Music ” 


CHAPTER 111 

TALAS OR TIME 

According to the theory, Talas oi Time used in Hindu Music are 33 m number If 
the roi motion of modes m Hindu Music is complicated, that of time is moie complicated 

2338 — 2 
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still The sub-dnisiom, of time aie very complex. Nevertheless they aie patiently studied 
and steadily practised so much so that a musician is expected to revere Time and Eej-noLe 
as his Fathei or Mother “ SrutJui mcitha — Laijnh jjita ” 

It would be ’well to note the main difference between the Western and the Hindu 
6} stem of time In both upright lines aie diawn across a music phrase to distinguish the 
sections into whicb a melod} is dinded These are called Bars or Measuies The intei \al 
between the bars is the same throughout the entire music m the Western system, whatevei 
may be the number of beats or notes counted in each bar In Oriental Music, the numbei 
of beats or notes m each bar differs but the Avarta is uniform throughout as will be seen 
from the explanations given below. This is the essential characteristic of the Hindu 
method of counting time 

The units of measurement used for counting time are 
1. Anudruta 
2 Druta 
3. Laghu 

( Otht / ttunoi zul-diiibioii) me left out flb the/j air not tequved in jnactice.) 

The duration of Anudruta is one lettei, and the sign foi Anudiuta is w 
The duration of Druta is two letteis, and the sign foi Druta is O 
The duration of Laghu, which is indicated by the sign I , depends upon the Jati to 
which it belongs Jatis aie species of time, and are five m numbei They aie named 


below with their respective values 

Jatis Value 

1. Chaturasra (Quadruple) 4 Letters 

2. Tnsra (Triple) 3 do. 

3. Misra (Septuple) 7 do 

4 Khanda (Quintuple) 5 do 

•5. Sankirna (Nonuple) 9 do 


Knowing so fur about the units of measurement of time, we shall see how the 35 

’ala- are framed 

Undei the laws and iules of Hindu Music tne following Sapta (seven) Talas 


eie oiiumated, n.uueh- 

- 




1 Dhruva 

nude up of 

1 0 

1 

I 

2 Maty a 

d » 

! 0 

I 


3. Rupaka 

du 

0 1 



4 Jhampa 

do 

1 W 

O 


3 Tnputa 

do 

I o 

O 


l> Ata 

do 

I i 

0 

0 

7 Eka 

do 

l 



I = 

Laghu, 0 = 

Druta, 

w 

= Anudiuta 


* A set of bats forming a I ala, 
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It will ivNtn tint these Sapt t 1 il,i> an the < ouibintitiurh of Laghu, Druta and 
Anudruta The whites of Druta and Anudruta me fixed, viz , two letter' and one lespect- 
iuh. Wheieis the v.ilui of Laghu depends upon its Jati and therefou uia t \ be either 
1, i 7, 5 oi 9 letter auording to its spec les. Hein e emli of ih 8 iptu Talas is subdivided 
into live daises and in all the seven Tali' combined with fin J iti' uoii» out 35 Talas 
Any number of Tahi c m be framed by so combming Anudruta, Druta and Laghu 
But none of them need be ventured on for \Vw ,tl or In'truun ntal iihm< , as the .35 combina- 
tions already framed are enough to stagger a music scholar. 

Table showing the number of letters indicated by the Sapta Talas 
when combined with their respective Jatis 




C...V ra-’a 



Mi'ii K,ianu SaiiLirna 


1 Dhruva I Oh 4 + 2+4*4 = 14 4 + ’* + 4 - fc 4=11 i+2+i+7=2! . + 2 + > + > = 17 *)-*- 2-«-9-*- 0 = 29 

i 

1 

*2 Matya I 0 i ,4*2+4 = 103+2+3 = b 7 + 2+7 =le 7*2* 7 =12 ‘1*2+9 =20 

1 i 

2 Rupaka Oi 2*4 = <>2+4 =72*7 = '-2'7 = 7 2-') =11 

4 Jhampa 1^0 1*1*2 = 74+1 + 2 =<>7 + 1 + 2 =10 7*1 + 2 =89 + 1+2 =12 

5 Triputa 100 1*2*2* = M T 2+2 = 7 7 + 2+2 =11 7 + 2 + 2 = 9 9+2+2 = 13 

b, Ata i 0 0 4+4*2- 2=12 * ,-2*2=10 7+7+2 + 2 = 18 7 + 5 + 2+2=14 H+9+2+2- 22 

7 Eka 1 4 7 5| 9 

i i | 

* Usually called Adi Tala and adopted moat m common practice 

It may be noticed that certain Tala; containing the same number oi beats or letters are called by different 
names, because the.r j arts differ, u , the accents fall on different letters For example Talas Trtsra-Bupaka and 
Koaadi-Clarepr sen* five beats each, yet the accented letters of the former Tala are the first and third, 
whereas the accented letter ol the latter Tala is the first only 




Part II— On Vina 


CHAPTER IV 

HISTORY, PAST AND PRESENT 

Tk birth -place of this sacred instrument is said to be Heaven. It is the instrument 
on wine h Sarasvati. the Goddess of Learning, practised her music Narada and other great 

Eishh of that delighted world amused themselves with the 
music of the Vina Narada being the Eishi of both the Eaith 
and the Heaven brought it down fiom Heaven to Earth. 
Gther Rishis and great men of the age came to know of the 
sueet pleasure which it gave and learnt it gradually. Such is 
the lithological ongin of this heavenly music but veiy few 
hnow its real value and the pleasuie it imparts As it was the 
first instrument originated, it deserves to be called the Mother of 
Instrument**. 

Vina is practised in India only by a limited few Different 
kinds of Tinas are used m diffeieDt parts of India, The best in 
form and in harmony is what is used in Southern India The few 
that had mastery over the art KvedwifcBajas and Maharajas, 
who had the greatest regard for them. These musicians weie 
also highly respected by the people It seems a pity thereto e 
that the art should have been cultivated but by a few Several 
iea>ons might have led to this Our past virtuoso^ on Vina 
seldom caied to give publicity to the art. They weie content with 
the pleasme-, they enjoved, and the gifts they obtained, by 
their own proficiency. Vina requires also a great amount of 
persevei mce and labour on the part of those who wish to 

bwtiU3e ex P ert? - H “ee the art gradually declined and it is 
not surprising that only a very few, not more than a dozen, are good Vmaists m the 

whole of Southern Mu. fofo.too.tely no step has been taien till now to spread 
miS 

. ■ Ui ’" Sf “rV re “? T "' elt maSteS 0f ViDa mKler ‘ 1,e b “ d patronage of His 
Highness the Hahaiajsh of llvare and a fen m the States of Vraanagaram and 

timmore* Others of Jess lime lne in Southern Districts. 
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CHAPTER V 

DESCRIPTION 

TLrte are several kinds of Tinas * The one n-ed in Xoitkern India is made of a 
b'uaboo lod about 4 feet in length with two wards attached to it The frets are filed on 
the bamboo, which forms tl e finger board of the instrument. The two gourds serve as 
supports as well as -ounding boxei or resonators This species is called bv the name o 

Sunthari, Ruthra Vma or Rus Bin (Fig. X) . 

The one u**d m S.-athem India illustrated in the lutigin (Fiff. B) This A inn is 

' usually made or , itk wood 1. •* scundim. box generally known as the pot i Kodam) resembles 


two-thuds of a hollow 1 all uit- as.-ptnmg on o & 


.ie, t > be connected with the finger boaid. 




The deptn of the p X may w.y t.-m r » imme- to 10J inche-. Tne deeper the pot, the 
greater the <vmd A cucuh. plate • ova- to- open part of the pot. The diameter of 
the plate aov.wi,e vane, with the -ize cf the pot. The biggest A mas made are those 
having plates m II mcae- diameter, and tne medium ones, 12J inches: while the smaller 
ones ft orn 9i to 11} inches. 

The pot is connected with a hollow rod usually called the Finger Board (Thandit. 

.The whole is connected with the neck and Fee of a Yah, very mmh resembling the face 
a Dragon. 24 frets fMettu' are fixed rntnc Sj** be trd with tne neip of specially prepared 
was Each fiet represent- one degree c: sound m note Tneie are se%en strings m all, 
four running over the firmer b.nrd and tniee oy one ut its sides. A budge of wood with a 
h-R metal nkte i« priced on the pot. and anotnei metal plate in the form of an arc is 
placed bv the <idect the bnd_e. The torn strings rest on the bridge, and the other three 
strings on the metal plate kept by the «.ie ot the bridge. These strings are attached to 
screws, four of them running through the neck and three through the finger board. There 
is also a gourd at the other extremity away from the pot. This keeps the instrument 
on a level, besides increasing its sonorousness This is the description of the severe par t 
tdzYim • There is also another kind which exactly resembles the above except ra respect 
ttW &'&**»* instead of being bent downwards, is bent upwards (Fig. C). But this 
kind is not much used and not so common. The best Aina is that which has not only 
& gootl hai mony* but e1*>o b CTod $h&p6. 

The following physiological description of the Vma will be of much interest. A 
knowledge of the Yoga Philosophy is required to understand the true significance of 
4h£ terms used therein From an Archaeological point of view It is considered to be a 
subject of importance. 

In the illustration given in the margin the portion marked G represents the 
nead of the human body, F the neck. E the finger boaid, the trunk: D the sounding 
box, the abdomen : C the seven strings, the Sapta Tkatho* t seven pulses) , B the place where 

in dus ot e fo-i kinds of Vmas are slated to bare been ia existence, «c , Kacbapee, Kalavatbi, 
Puruhoothee anl \lahathee las', are the Vmas used by Sarasvati, Thambura, Gantharvar and Narada 

respectively The ns- two >-<. s „ 1 •- possess extraordinary powers anti are tav isihle to an ordssaiy human eye. 
They will give out Music of t m. aw t accord when pnyed for by the R’sbis and air not to be handled by any 
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Muladhara 
Svadisthana 
Manipura 
Anahata 
j Visuddha 
Ajnaya 


*' ' or ite Mettii re^ts, the navel : A the place where the seven strings are fastened, 
^ I'* a ’ e fr ''w ’‘tich the Sapta Thathus begin. This place is the Kundali which accord- 
g totfi- \<,ji Phib-ophj is a spmtual power situated near the lower end of the spinal 
burn and .vh* n moused by Yogi or meditation raises itself through the hollow canal and, 

■ i.. ns*- a, t Ue nimi be^juies open and all the different vision and wonderful powers come 
th* Yncl 

Tae -21 fret- t-vethci with the head piece represent the 25 Thathuvams. 

I..e pillion from Randall to the head is divided into six Atharams (nerve centres) 

The place wheie all the wires are tied up. 

. The place where the bridge is placed. 

The place where the 24th fret is fixed 

, .. The place where the 19th fret is fixed. 

. The place where the 12th fret is fixed. 

The plate wheie the 7th fret is fixed. 

Lach Atnaiam has 12,003 nerves oi fibres which convey sensation to the brain an#; 
considered capable of producing as imay Sagas Hence six Athaiams are capable of 

>3uung |6 x 12,0*30) 72 030 Sagas. 

CHAPTER VI 

THE FINGER BOARD OF THE VINA 

r . Jrr ,‘!r * aara ,? ■* "“j* ,e “ that 24 *» «*«> °» ^ ^ ^ 

, J G c G Th ^ ' 3 rePI “ ent S> ' Pa ' Sa ' P *’ “““P 0 "®”* ‘otte European 
; '7 ‘ ’J J b : f rd 8t ™« °t“ « the lower octave of the let strmg open, the 4th 

.Of the 2nd. Each fret ns it abends mdtcates a note higher, equivalent to a semi W 

“° d ? « «• give out only two octave by one“Lng Z te w 

ve lower ■ ” f” by the 3rd sW ”« >»>t one 

{\m octave means & set of ei^hr notes? fmm n n % 

" °ii:" “ ~ » - o o. ■»»«“ 

nd and In 1 “ 4 f ™ « ° « «» 

S. « G* iL Ft Tha Ni Si "end V l ° e f ” " * «■“ «•« 

e tin's . three fret,, three Tha'a. and ’t T ^ 
mon to both two hind, of ETe and Ga, , 


j 











thtst* 


Let n, . all the three kinds of Hi s as Rv, Rr and la 

]j 0 . Ga’s a *> G.v% Ga J and 

Since Ri- and Ri 5 are the same as Ga‘ and G 3 only two frets are repaired to represent 
a kina> 0 f notes The ref •„ for all the three Ri s and three Ga’s only four frets are 

ri , iU ‘l Similarly for the three Iba’s and three Si's only four frets are required. Bat 

when one fret indicates one note, say Ri, it will not radicate Ga also in the - : e Ra„ or 
Mode . it can mdi-ite Ga m any other Mode or Raga In short - = 5 <.* ' - i 

both Ri and Ga, re cue an! the same mode 

Iwu hers repr. ,e..t two Ma’s The notes Sa and Pa are alone constant ana do not 

admit of any variation Thus it wdl be reen that 12 fret, are required to represent all 

kinds of notes , , , 

On the hist snare, therefore, two octaves oi two < cmplet* sets of notes can be played ; 

‘ fche a ei 0 ad and third stung, together, anothei lower octave can be played, and on 

' the ti , lt ; a se „! octive liras in all, Vina admits of Si octave, or sets of notes. They 

ed Sthayis The Lwtr c.tave is called Manthara Sthayi ; the middle one 

Mathyama Sthay! , and the higher one, Thara Sthayi. 

The names by which the several notes are known and the frets that 
indicate them, are given in the table below — 


No 



r~~e ? 'vz artf :a sa 

Head Piece 


w 

Shad jam OT 

1st 

la*- 

CC 

Suddha Rishabharn 

2nd 

Ri J cr Ga* 1 

D 

Chatusruti Rishabharn or Suddha Gandaram. 

3rd 

Ri 3 or Gi 3 

r-'i 

Shatsruti Rishabharn or Sat bar ana Gandaram 

4th 

(W 

E 

Antara Gandaram. 

3th 

3JL 

t 

Suddha Madh} amam 

6th 

M% 2 

Fi 

Prathi Madhyamam 

7ri 

Pi 

G 

Puficfeaittam 

8th 

Thi 1 * 

G ^ 

Suddha Dhai\atham 

9*h 

Tla^ or Xi A 

A 

Chatusruti Dhaivatham or Suddha Nishadam 

lUth 

fha 3 or S i 1 

A S 

Shatsruti Dhaivatham or Kaisiki Nishadam. 

11th 

Si* 

B 

Kakaii Nishadam 

12th 

Sa 

G 

Shadjamasn, 


It will be seen from the table above that the scale of Hindu Music consisting of 12 
semi-tones between the key-note and its octave corresponds to the chromatic scale of the 
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Wctau Mum aud that the anaogements of frets on the Vm» are exactly -6.rn.lar to thorn 
oo the Guitar, Baujo or Mandoline, or the Keys of the Piacofoite, though the nomenclature 

adopted diffeis 


CHAPTER VII 

STRINGING 

Y\'e Know that there aie m all 7 stimgs on a I ma, 4 main ones over the finger 

hoard and 3 sidewise 

Of the 4 mam ones, the 1st and the 2nd are steel wires , the 3rd and the 4th are 
brass or silver wires The 2nd is thickei than the 1st, the 3rd than the 2nd, andthe 4th than 
the 3rd The reason is that the 2nd tuned to G or Pa is three notes less than the 1st which 
is C or Sa. Similarly, the 3rd tuned to C oi Sa one octave less than the 1st, is 4 notes 
less than the 2nd The 4th is to the 3rd as the 2nd is to the 1st. Therefore each 
wire represents 3 oi 4 notes less than the othei , and the thickei the wue, the lesser 
the number of vibrations and consequently the lowei is the note pioduced on the thicker 
string 

All the S side strings are steel wues. The topmost is of the same thickness as, or 
a little thinner than, the 1st of the mam wires , the 2nd side string is thinnei than 
the 1st , and the 3rd, thinnei than the 2nd The 1st tala or side string is tuned to the 
1st mam stung, i e C or Sa, the 2nd is tuned to G oi Pa, and the 3rd or the lowest to 

C or Sa one octave higher 

All the music wues are gauged by the manufacturers and a number is given to 
them. To help the reader I give the number of the wires generally used for a Vina 


Females 

Males 

1st Main String 

32 

30 

2nd „ 

30 

2b 

3rd „ 

20 

24 

4th „ 

24 

22 

l»t Tala String 

33 

31 

•2nd ,, 

34 

32 

3id „ 

36 

34 


The limber the numbei, the thinnei aie the stiings. 

Exceptionally, the first main string ma\ be thicker or thinner than what 
is given above. Then all the other strings will bear the above ratio to it. 

The 1st mam string is celled the Saram , the 2nd, Panchamam , the 3id, Man- 
tharam , the 4th, Aim mantharam 

The side stung is called the Pakka Saram , the 2nd, Pakka Panchamam , and 

the 3rd, Teepu Saram 
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CHAPTER VIII 

TUNING 

Tuning is an important item in learning music on stringed instruments Though 
tuning requires a good hearing and music ear, the lolloping ways will help a beginner to a 
■rood extent. 

Let a beginner try to tune any two strings on the Vina to produce a similar sound 
01 note Let him try this on the 1st string on the finger board and the topmost I ala string 
Let these two strings be tuned alike m sound , as they are to be tuned always to give the 
same sound, it is worth tiying on them When they aie tuned alike there will be a 
harmony. If the initial difficulty of tuning the two strings alike is got over, tuning the 
instrument is quite easy. 

From the finger board of the instrument it may be seen that 
the 1st string open is Sa or C 

2nd do Pa or G lower 

3rd do. Sa or C lower 

4th do. Pa or G lowest 

and that of the side strings — 

the 1st is C or Sa 
2nd is G or Pa 

3rd is C or Sa higher 

The 2nd string on the 1th fret produces Sa (C) Therefore press the string at the 
1th fret and tune it alike with the 1st When open it will indicate the note Pa (G) The 
3rd stung gives the note Pa (G) at the 7th fret It can also be tuned with the 2nd simi- 
laily, so as to produce the note Sa (C) wiien open. The 4th should be tuned with the 3rd 
as the 2nd with the 1st So far for tuning the four mam strings 

The 1st mam string and the 1st Tala string should be tuned alike. Press the 1st 
string at the 7th fret where it gives the note Pa(G), and tune the 2nd Tala string with that 
note Press the 1st string at the 12th fret where it gives the note Sa (C) higher and 
tune the last Tala string with that note. Then the Vina is tuned The technical word 
for tuning is Sruthi 

There aie two kinds of tuning or Sruthi. The most common is the one described 
above It is called the Panchama Sruthi, because the 2nd and the 4th string and the 
middle Tala string indicate the note Pa (G) These three strings are sometimes tuned to 
indicate the note Ma (F) instead of the note Pa(G') This Sruthi is called the Mathyama 
Sruthi At fames musicians indulge themselves m playing or singing m this Sruthi not 
only for varieties sake, but also for its sweetness 

CHAPTER IX 

POSITION 

There aie two methods of holding the Vina while playing The first is to hold 
it m a yeitieal position tightly with the lower portion of the nght palm, the pot resting on 

2368-4 
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tie ground or on the lap The fingers of the left hand play upon the fingei boaid as in 
the diagram A This is a difficult method but a scientific one and much indulged id by the 
Vmaists of Vizianagaram and their followers One must possess good stiength to play 
on the Vina m this position. It is therefore called the masculine method of playing 

on the Vina 

The second method, which is moie common and simplei of the two, is shown m 
the dugiam B. The pot rests on the ground and the gouid on the left knee The lower 
portion ot the light palm holds the Vina , while the fingers of the right hand beat the 
strings, those of the left play upon the finger boaid. This method is prefeiable as beginners 
can not only learn to play on the Vina moie easily, but also indulge themselves for hours 
without being much tired 


CHAPTER X 

FINGERING 

Right Hand: The Vina is held by the lower portion of the light palm, whatever 
may be its position, vertical or otherwise The fingers of the light hand made use of while 
playing on a Vina are the forefinger 01 the index fingei and the middle fingei for beat- 
ing the strings on the finger board, and the little finger for beating the side stnngs. The 
forefinger and the middle finger bear the stnngs downwards alternatively This is an 
important rule of fingenng and the student should bear it in mind The little finger 
beats all the side strings simultaneously upwards, and it does so along with the fore- 
fingei only, but never when the middle finger beats down The beatings on the side 
strings indicate Tala or Time, and those on the main strings the music 

Theie are exceptional cases when all the main strings are beaten togethei, but 
that is m advanced stages and the begmnei need not trouble himself about them now 
Theie is also an exceptional case when only one of the side stnngs is touched by the 
little finger. At times the beats of the little fingei go eithei befoie or aftei that of 
the forefinger It is necessary here to explain when it beats along with, befoie or after 
the forefinger. We know that the beats of the little fingei indicate Tala or Time 
The several kinds of Tala have been dealt with in Chaptet III W r e now pioceed to 
explain the different species, as distinguished from kinds of Tala 

There are three species of Tala If the accent 01 the beat of a Tala falls on the 1st 
note, the music is said to be wntten 01 sung m Samam , if the accent falls befoie the 1st 
note, Athetham , if after the first note, Anagatham Music written or sung otheiwise 
than m Samam. i ? eithei m Athetham 01 Anagatham, is also said lo be m Vishamam 

It is cleai therefore that the beats of the little finger which indicate Tala or 
Time may be eithei along with, before or after the beat of the foiefinger as the music 
omposed is in Samam, Athetham or Anagatham respectively The beats of the 
orefinsei and the middle one must be alternative, because we can pioduce notes very 
uk kly if both the fingers are alternatively used In technical language notes can be played 
1 the Tri-Kala easily. 
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These lmpoitant rules on fingenng should ne\er be violated by a beginner. In eases 
where tnese rules appear to have been broken the de\ lation 'Bill be explained 

Left Hand : The fingering of the left hand is very easy in the beginning, though 
it i- tiiat which produces a note in all its admirable aspects The fingers* made use of 
are the forefinger and the middle one These fingers piess the string at each fiet to pro- 
duce a note In ascending, both the fingers should be used , and in descending, only the 
forefinger. In advanced stages, these fingers are used in special ways to pioduee seveial 
notes m peculiar combinations, such as using both the fingers one at each fret, etc. Some 
of them aie explained m the next Chapter 

Meetu 

The fingering of the light hand is called Meetu They are of ten kinds and are 
called Thasavitha Pia'iamu 


1. 

Meetu 

i e 

beating the string with the forefingei. 

2. 

Low Meetu 

i e 

do. downwards 

3 

Veil Meetu 

i e 

do upwards. 

4. 

Pattu Meetu 

Le. 

do. with the forefinger and stopping 




the vibrations with the middle finger. 

5. 

Veedupu Meetu 

t e. 

letting out the string to vibrate after Pattu 2 Meetu. 

6. 

Thada Meetu 

i p 

the last Meetu at the end of each -lathi, 




as Sa Ei Ga. 


Ni Sa Ei Ga. 

Tha Ni Sa Ei Ga 

7 Sama or Jodu Meetu i > -Meetu with the two fingers closely together producing 

the sound Kra or Tra either upwards or down- 
wards more usually the latter 

8. Kathiry Meetu i e Meetu with two fingers shaiply one after another 

producing tremolo like sound as Thahta Thank da. 

9. Laya Meetu i.e. Meetu of the side strings with the little finger. 

10 Sruthi Meetu i e. vibrating the four mam strings together by one beat 

with the forefinger. 

CHAPTER XI 

GRACES OR EMBELLISHMENT S 

Ghamakas 

By different fingering a same note can be produced in its different shades or 
colours . a special beauty can be given to a note by the peculiar manner m which it 
is produced or by combining it with other notes m a paiticulai way. Such combinations 
are called Ghamakas and they are ten m number, viz 

* Expeit plajers on Tina- make use of all the fingers but the thumb 



1 Arohanam. 
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& r$ 3= 

# a 3 

cu cry\ rro 

£ s> * 


2 Avarohanam, 


3. Dhalu, as 


as j- 

To 

£5 


u 

*s 

LO 

as 

n9 

<3F 

cro 

no! 

r 

CU 

OJ 

CLJ 

S5o 

Q 

X 

CO 

a 

rcl 

To 

CTO 

r 

-■j 

d 

33 

— j 





mi 

— 

n 

8 

rj 


~~~ 


^ u 


v' 

£0 

<5F 

d? 


<79 


c5F 

(V 


*s 

tv 

Y 

£ 

a 



OfT3 

2 

cro 

r o 

cro 

«n 

cO 

cro 

cO 

cro 


owj 

rv 

n 

-r-> 

rj 

0 

rj 

r5 


4 Ispuritham. as 


5. Kampitham, as 


& & 


cry cro 


S s Uj Uj 

X X S5b 56 

w a a 

” * iSo 


LJ LJ 

z £ 

^ cU 


ur u 


u u 


O-J cj 


— • — J 

I ^ JJ aotes bat the first 
should be produced by 
j m vely shaking t ^ g 
I stuus. 


€>• Anahatham 


dP 

.r/ 

ffi 


c £ 

rv5 

5 

3 

Y 

Y 

COJ 

Cl) 


CO 

CO 

r 

8 

8 

a 

n 


c55 ££) 


n 


££> £j 
3 nsj 

!*0 33 


J 
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]7 


7. Prathia Atham 



8 Thirapusham as 


r f ¥ r r r j; s is 


1/ !L if 
ifc 55: 
'3 2 2 


,-et 


t. # -# 


9 Antholam, as 


¥ ¥ LIT U 

«s e t -c- v 

0^0 ^ oro 


f LLT IL 

2 s5r« 55> 
4 '7 23 2 


-et 

8 

) 









-#• 



10 Murchanam as ? i s it u p $ 

a > K-' v y > 

{V « AX( ^ -V 

C'M cl 2 OJ .1 ,-yf 


^ 3 


f £ /£ U J5 * 

z ' sfc x ^ 3 "o 

cT " a o_i ui t? cro 
5 r rfi s ^ p si 







Orikai 

The Orikai which coi responds to the Shake m English u.ush, is produced by 
shaking the string with the tinkers of the left hand at the fiet of the note required. 
This is Simple Orikai B\ palling the stuns; to and fro many notes aie also produced 
at one fret. This is Complex Orikai. It lequires a great deal of dexterity to do this and 
the sweetness of Vma music is due to such Orikais onl\. 

Jaru 

Tne Jaru is made by allowing the two lingers of the left hand slide along the stung 
and passing o\er the frets aftei having shuck the string with the finger of the right hand 
The sound ot a note is produced by the finger being stopped at the fiet of the note 
requited. The Jaru is used m both ways, either upwards or downwards. The Jaru 
corresponds to the Slide in English Music 


2133—5 
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v , , , Rava Jathl 

ate also piodueed by striking the string with the middle finger of the left 

hand, pressing the 3tnng at the same time at aDy fret with the foie finger of the left hand 

Sxaiapl es of Notes so produced 






& 


<£;T 


-v 

*/ 

M 

”1) 


» >$ 

PO’ 

mra 

rol 

ao 

oral a) 

*' V 

-rj> 



R 4 


Y<t\ (Commencing 
j from Sa higher) 


S=F=== J 


% 



-ST- 


^ $ £ Tp 


0 oo" oro a? oral 0-° nil m o_o J-gj 




=t= 


<S> i 0 <5>~ 






do- 


^ ^__^ £ £> U U L 0 LL & & f T & 

9 %) x ' - — - - — - -* — ' 

^ ~ X £ & SfcX * 5 5 < 

0-0 oral irfT^ — -v. , — , — v - — - ' — - 

"" -- c_ e_j 2 2 - r ' r Cl fSlcro 


V* 3C rr, 



Ok* OwO &J 


j r? n t> Q 


do. 


^zzzezjz -—S=i — 5-~ 

i 1 1 i r r r 


In the above, the notes af , , , , , 

iibrating the string by the hn^ er ! tae commencement of each aic aie pioouced by 

finger of the left hand tn the ? the right band ’ tbe rest by tbo beats of tbe mlddle 
niddle finger that the 2nd notes a ^ exam P le aIoDe ]t IS Dot exactly by the beat of tbe 
if the same from the 1st notes" * 6 P rodnce3 > but more accurately by a shaip removal 

The above three examples 

lava Jathi. Gi ' any form of combination of the thiee are called 
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CHAPTER XII 

ilSOELUNEOUS INSTRUCTIONS 

I ’Mih tu advise my reader that they shuuidnut-dv tam now to play on the 
\ma.bat should also be able to attend tu tee petty it fairs that may be refitted to it. 
The following mstiuctions may be of macii use to them 

The bridge metal plate on which tile mam strings ik and the side metal plate 
which is in the form of an arc and on which tne tala sti mg& lest should always be kept 
clean Otherwise the stnngs will not picdme go d twang sound, (are must be taken 
at the same time that the position of the budge i< ret altered even a nit If that is 
done, the frets will indicate false ur mcuiieit notes 

Of the ^eveial petty repairs, the duel and rno^t intelligent one is the adjustment 
of frets technically called Mnhuf Muu Eveiv good playa on the Vina must know 
not only how to time it accurately but aLo how to adjust the fieh themselves A 
Vina with a good fiettmg helps a student to a veiy great extent m learning the 
notes accurately A Vina with wrong Mm indicates false notes. It is therefore very 
essential that a beginner who wants to accustom himself to accurate notes, should 
not play on a Vina whose Mtkm has gone wrong 

The strings should be cleaned before as well as aftei the Vira is played. A 
small piece of chamois leather will nest serve the purpose 

Ghee or any other similar oil} substance should be slight!} smeaied on the two 
lingers of the left hand before play mg so that the lingers may smoothly ran over the 
strings and that the strings may not cut the lingers Indian oily scents may with 
advantage be used mr ghee 

* Special lastrucuoca on the subject can be bad irom tee author 



Part III— Practical Instructions and Exercises 

CHAPTER XIII 

MANNER OF PLAYING 

The genciul manner of playing has already been explained paifcly m Chapter X on 
1 Fingering,” / 1 ; , that the main strings are vibrated with the fore finger and the middle 
r.ngei alteinatel} and the bide strings by the little finger of the light hand. 

The two fingers of the left hand, iiz , the foie finger and the middle one kept close 
together pi ess the strings at each fiet while ascending and the foie finger alone while 
descending Othei special methods of lingering will also be found necessary, in advanced 
stages. Most of them have been explained m Chapter XI It should be noted that the 
strings should not be pressed by the fingers on the fret itself, but neai to the fret so 
that the fingers do not touch the fiet. If the fingers touch the frets, no sound will be 
ptoduced and consequently no music whatever 

To produce soft and pleasing vibrations on strings, it has been the habit of good 
Ymaists to glow nails on the three fingers of the right hand. If the strings are struck 
with the tip of the fingers the sound is blunt , but if they are struck with the nails, 
the sound is sweet. Sometimes artificial nails are used by those who have not 
got strong nails. 


CHAPTER XIV 

SARAH VARUSAS OR EXERCISES ON. NOTES 

Practice on these maybe m anyone of the 72 Modes Most commonly mode Xo. 15* 
[ s taken up for all preliminary exercises as the notes in this are farther fiorn each other 
ini help practice m other modes. Besides they sound sweeter also 


* E^cn Riga is sanl nrt only to possess ceitam features of its own, but also to be in its best when 
lijel at a certain bj .rof the daj Mavannlaya Gowia (Maya- fascinating and bewitching) ie Mode No 15 is 
2nd ple;»".nt when plajed it) the earl} morning Since all the pumai} exercises are intended 

jf p, ittict at that tune, :n s Mode has been selected 

Tue o.her leasoc is that this Mode contains onlj Puie Notes, i e nofes that aie known by one name and 
o; b\ two A reference to statement in Page li will snow that Ri l , Ga 3 , Tha 1 and Ni s (notes used in Mode 
•d are pure and known b> one name onh , whereas the oihei notes Ri a , Si 3 , Tha 3 and Tha 3 are also known 

3 Ga 1 , Ga*, Ni 1 , and Ni* respectively 
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wrVthl S e L thaS V 2 ’ 1 v 2 ’ * - sfcar marks representing tala, 01 the beats 
the luJt nD « ers Exercise Xo. 1 can then be successfully tried 

Exercise 2. 
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The diagram shows the frets on a Vina which indicate the scale of eight notes 
m Mode No. 15 as played on the 1st string. 
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In 

Common Time or 1 

Eka Tala 
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Beating m mind the instructions given foi position and fingering, viz , that the 
\ma mo a la oe held in position as m diagram A and B in page 14, that the fore finger 
and the undlie fiagei should beat the stungs alternately as indicated by the numbers 1 
and 2 respectively marked below each note, and that the two fingers of the left hand 
should be kept close togetkei as they produce notes m their ascending order and that the 
foie finger alone while descending, the student can play Exercise No. 1 easily. 

The Common Time or Eka Tala is selected to make the lessons as easy as possible. 
The first note in each bar should be played with Tala, i.e., the place where the 
little finger of the right hand should beat the side strings Note that the Tala falls 
always with the 1st finger and never with the 2nd It is advisable that the student 
should play the 1st exercise quite thoroughly before he proceeds to the 2nd. 

If the student finds the 1st exercise itself difficult, the following exercises will 
set him right Let him strike the 1st string with the 1st and the 2nd finger of the 
left hand alternately at equal intervals, counting 1-2, 1-2, 1-2 Than let him try 
to strike, 

(1) the side strings with the little finger upwards, 

(-' the 1st main string with the 1st finger downwaids, 

(o) the 1st mam string with the 2nd finger dow T n wards, 

Thus Little finger upwards-1-2, little finger upwards-1-2. 

Then let him try to strike the side strings with the little finger upwards and the 
mam string with the 1st finger downwards simultaneously, and then the mam string with 

23S8 — 6 
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It maj appear that the general rule on fingering, viz , that the 1st and 2nd 
finger should heat the stung alternately has been violated in Exerase 3 But m fact it is 
not so. Foi the duration of Pa and Ma long is equal to two notes. If two notes 
appetr thme instead, we will use 1 and 2, and when the 2nd Pa or Ma long is 
taken, the first finger should be used 

Any number of Exeieises on Sarali varusa can be picked up fiom several existing 
books on music and the student may tiy as many as he likes of them on the Vina 

The Morning Practice of Sarali Varusa 

To have a thoiough command ovei the mstiument it has been the practice of 
good Vmaists, to play the first exeicise of Sarali Varusa early m the morning m a more 
dime ait sty.e Instead ot the Sapta swaras being played m one Sthayi (Octave) they 
aie played lepeatedly m the thiee Sthayis tuz , Manthara, Mathyama and Thara) in the 
1st, 2nd and 3rd Kala,* as also with one metu for one swara (note), with one metu for 
two swaras, and with one metu for four swaras 

These piaetices are however intended for students m the advanced course. 


Exercise (to be played in the 1st, 2nd & 3rd Kala, l.e. ^ | and Jf time) 

Note^. with dots above, indicate that they belong to Thara Sthayi, notes witn dots below to 

Manthara Sthayi, and notes with neithei to Mathyama Sthayi 
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* Kaias (Degrees oi velocitj) determine the length or duration of a note 
the 1st, 2nd and 3rd Kala ate one, one-half and one-fourth lespeetively 


The relative values of notes in 
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CHAPTER XV 

J ANT A VARUS A 

OR EXERCISES ON COUPLETS, TRIPLETS, ETC. 

In this, each note is repeated twice 01 thrice as the case may be To play it 
scientifically a special method of fingenng has to be learnt The second of each couplet 
should be produced with an accent- To execute this, it will not do if the 2nd note is pio- 
duced by striking the string with the 2nd fingei and pressing the stung with the two 
fingers of the left hand as in Sarali Varusa 

The fingers of the left hand should not be kept close and pi ess the stung at 
the fiet of the note to be produced The two fingers should be opened 01 diverged, the 
middle finger being kept at the note to be produced and the foie finger at the fiet previous 
to it. Thus if Pa Pa is to be played, the middle finger should press the stung at the 
7th fret and the fore finger at the 6th fret The 1st note of the couplet is pioduced by 
staking the stung with the 1st fingei of the light hand, the string being pressed by the 
left hand fingeis at the 6th and 7th frets, and the 2nd note of the couplet is pioduced by 
not only beating the string with the middle fingei of the right hand, but also by simulta- 
neously hitting the string at the 7th fret by the middle finger without letnovmg the 
fore finger at the 6th fiet 

The begmnei may find it difficult to produce the 5th note alone by so hitting , he 

will also wiangly pioduce the note on the 6th fret thus Ma*~Pa. The difficulty will 
be got though be degiees when he succeeds m gmng the hit and the beat simultaneously. 

This is how the Janta Swaras have to be played while ascending But while 
descending the fingering differs The 1st note of the couplet is produced by pressing 
the string at the lequired note by the fore fingei alone, and the 2nd note by moving 
the fore finger to the previous fret and simultaneously hitting the string by the middle 
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finger at the retimed note Thus if Pa Pa has to be played, the fore finger alone should 
pie=s the stung at the 7th fret for the 1st Pa, and foi the 2nd the fote finger moves to 
the 6th fiet while the middle one hits the string at the 7th fret, of course the string 
being vibrated bj the light hand fingers in each case 

The simultaneous hitting at the fiet in the manner above indicated gives an accent 
to the 2nd note of the Couplets If they are Triplets, the 2nd and the 3rd note should be 
thus accented In short if the name note is repeated, all notes but the 1st must be 
accented. 

The production of accents in the mannei above described in Janta Swaras m their 
ascending ordei is called Ispuritham, and that in then descending ordei Prathia Atham. 
These form two of the ten Ghamakas named m Chaptei XI 

The prat tice on Jantas may oe a little difficult ta>k But it is absolutely necessary 
that one should get through it well, as the chief pait ot playing on the Tina depends on it. 
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CHAPTER XVI 

AL ANKARA 


t ^ cre 3 ' 330 s peciahty in playing Alankara, but the student should carefully see 

a *' ; ills rn tne fir letter in each bar 

Tfca see aid ue played note bj note, letter by letter, as m Sarah Varusa, and 

2£Vt - r Janta Swaras ocem with Ispuritham 01 Prathia Atham 


Exercise 1 . Eka Tala (4). 
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Exercise 2. Rupaka Tala (2+4). 
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Exercise 3. 


Triputa Tala (4-2-r2). 
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CHAPTER XVII 

GEETHAS, SWARA JATHIS AND CHITTA THANAMS 


Geethas 

^ e hare abeady defined Geethas as small Music pieces In Geethas, the student is 
.jiTen a new course of training He has hitheito been dealing with Swaras (Notes) only, 
Ir an Geethas lie begins to study Music with words — Sahitya. As he plays the notes 
which indicate the woidr, of the Sahitya, he should along with them give utteiance to the 
letters of the Sahitya 1 1 . he should sing the Music piece 

Generally iu Geethas, each letter of the Sahitya is represented by a swara. Hence 
no special fingering is required Rarely we come across a letter of the Sahitya being 

lepiesented by two swaras, then the fingering given m Example 1, on page 30, should be 

adopted 

As Geethas aie written in different Ragas, the Scales of each Raga, should be 
leferred to m the Tabular statement given m Appendixes A and B, and the particular 

notes 01 frets that should be used for the Raga adhered to The different Talas m which 
the Geetba is written should also be kept up. 

_ Geefcbas aie of two kinds— Ordinary Geethas and Lakshana Geethas. The former 
kind is purely Music m praise of or describing the glories of God , whereas the latter 
illustrate the fundamental principles in accordance with which the notes ascend and 
descend m the scale of each Mode or Raga They are recognised as the standing 
authority on the subject and are more for reference than for practice A study of a few 
Ordinary Geethas is sufficient for practical purposes. 


Swara Jathls 

. The ; e are P k y ed * D same wa Y as Geethas, but keeping up to the time is 
essential. Some Swara Jatis are written with Sahitya and some without. A good practice 
in these enables a student to count time accurately By playing two or thiee exercises, 
the student will learn how notes are manipulated m this kind of composition 


umna manams 

. . The P ractlC8 m Chitta Thanams enables us to understand the several combination 
of Jathr. They are also the basis on which Manodharma * Thanams are played Ever 
student is expected to play Chitta Thanams before going m for Thana Varnams. 

ik fu hanamS T ^ Pkyed m aQy Raga ’ but our a °cient musicians have selectei 
the following modes, Nata, Gowla. Aarabi. So, Varali. Ketharam Reethr Gowh 

Xarayana Gowla Saranga Nata and Bowh, which are known m usage as Gana Ragas 

the ptmc, l’ les «*»»« by to predecessor 

Thanams play ^ A 

practised. P 7 g ’ few of them ia each -Raga should b 


The imaginative wealth of the mind. 
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The method of playing is shewn m the example given below — 
Fu) explanation a, to the Symbols used, vide yna 1, m j>aye S3 

Nata Raga Thanam 
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CHAPTER XVIII 

V ARN AMS 

Varnams are of too trade Thina Varnam and Patha Varnam. The^ latter ,s 
intended purely for Baratha Natiyam (Ait of Dancing, and Abraayam The find trad 

ill °“ T* 'v^IaTScal method of fingering shonld be practised. In all pievous 
exercises each letter of a Sabtya* is reputed by. sin^enote. But in V— - and 

tbe notes , nM are ociitg p.ajca on a n.uwC a l 

* Sahitya means music as sung orally. bww»s 
instrument to represent a song. 
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PE iCTICAL INSTRUCTIONS AND EXERCISES 


ma 


Krithis e.ml’ lettei of the Sahitya may be represented eithei by a single note or by 
several note-' Jt m therefore necessary that the several notes which lepiesent each letter 
of a Sahitya should be played m a particulai manner. For example, if the word Bama 
which is composed of two letters in Tamil, Telugu, ATalayalam 01 Canaiese is to be 
represented bv Snaras. these may be only two 01 moie than two A special fingering should 
be adopted. 

Ra Ma )Here each lettei is repiesented by a note. The ordinary 

Ma Pa ) fingenng should be followed 

I Heie each lettei is represented by more than 
one note Each set of these notes should be played 
Ma Ga Ri Ga Ma Pa 1 m a connected mannei, as they represent only one 
j lettei of the Sahitya 

In certain instances we come acioss one letter of the Sahitya being lepresented by 

imoie than half a dozen notes 

When the length of a note is doubled it is represented as jt - ir. croo _ ^ 
Sa (long) , when tripled as jt, - zp _ - Sa, (long) , one coma being added to it 

The length of a not 3 is inc leased by adding as many comas as the number of 
notes it should represent in addition to the first. 

Thus ff ff j j = jt > , — <3= 

^ ? > " c\) , , > 


filthify*? 

S’* na 

SalnfifU Ra 
fii> dia 


& & <5F & = 

•< 

rO rv x) fO ZZZ 


enj cro <ro cro ■■ 


croo 


~cro 


Sa Sa Sa Sa = Sa (long) , , = Sa , , , 

The following preliminary exercises should be gone through before Varnam is 

taken up. These may be practised m any of the 72 Modes, but it is preferable to adopt 
Mode No. 29 


Exercise 1. 


r . s a u <s jj! & 


- 5 Xi5b S5 $ as 
rrj cl a oj on mTcro 


B 7i rfo a $ 5 


& 3> U LD <35 nflj: 


$ s $ 3 ssb X a 
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The aic placed ovei the notes indicates that all the notes should be piodueed with 
one beat only. 


Exercise 2. 


' r\ ^ rt ^ 

3= t! 3 LL U ^ JB 3 

<F & LI LL 3 f 3 j 

X5 S X Sfc £ £ $ £ 

V s £ S. £0 A 3 ;£ j 

r?v cl cr, id i w rr!nr\, 

I y\j crl oj nj 2^ co cl nr\T j 

^ -n ^ , 

-*2 es w — ^ ■»**••? * -r- 

<* w 

- " ? ^ 5o n 2 C j 






— 




Exercise 3. 




Exercise 4. * 




tFT £ 3 if 3 if 3T LL 3 et 

itr 8 3 SNStps&X et 

ovo <31 cro <^f~ -c ”<3l' coo"~ 2 ~uo 
ft- 3 rf Ct ri 3 rj 3: n 






-9 5 


w~ 


c r if & &t f s if f 


tr a *5 lir § X 8 S 


croo cl cro cro o cl cc cl cl 


3 ?£ ^e) 3’ n 5 3; 


ct 

et 


et 

et 

et 

et 

et 


Exercise 5. 


I 


et 
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* Hava Jathi— vide page 18. 
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Having gone through thebe exercises successfully and thoioughly the student may 
venture to try Varnams and then Krithis 

The most popular and the fiist Varnam generally taught is the Sankarabarana 
Varnam m Athx Tala m mode No 29 and the manner of playing it is as follows 


Music 


Raga 

Tala 


stiB^^^jsQstt! - stsvtih 0 joj Qxrr jsjs^ut 

8 > it* sp jsi & e» r 1 a 7 ^ 

• • Varnam 'nrvofll rolrriGroS&oflf! _ sjoaio ansejffuftonrim dlao- 

^ 9 - 8J5 05 rfotfieio ^ a Ds. 

\Sa mi mnna kori - Sa la ma ru lu kon na thi ra. 

Sankara baranam. Mode 29. 

AthI=(4+2+2). 


{ TT ,, J5 & jg jj! UT LCi U S T LbT 
{ *T 
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(dp,r eoai Jfjfur Sa.a_a_ s»&. e-a. 
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Ra a a 


The arc placed over the notes indicates that they should be played ccnnectively 
■with one beat only. Dots placed over the notes shew that they belong to the Thara Sthayi. 
Notes belonging to the Manthara Sthayi are indicated by dots being placed below them. 

Comas indicate that the duration of the notes preceding them should be lengthened 
as many times as there are comas In the example given above the dotation of Sa long 
(the first note) is two letteis, since two com is are added to it, torn ua.at.on of tae note 
is equal to four letteis 

In the above Vainam, the 1st letter of the Sahitya is Sa and it is followed by what 
is called Akarams, i.e , tbe continuity of the sound of that letter The 1st letter with its 

Akaram has to be played as Sa , , N* Sa Th* Ni, i-e., one letter of the Sahitya being 
lepiesented by seveial notes Therefore all the notes should be playen connective 1 }. 
But as the Akaram is long, it is split up into parts and the strings should be vibrated when 

Sa Ni , Tha aie played, 1 e , one meetu for Sa , , one for Ni Sa and one for Tha Ni. 

Similarly our meetu should depend upon the Sahitya. There should be meetu 
for each letter of the Sahitya and a few meetus for Akarams if they -Vi*- ~ be long. 

To avoid the difficulty of finding oat how many meetus should be given for Akarams 
an arc sign is, in some treatise on Music, placed over the notes wherever they have to be 
played connedavely. In the example given above also, an arc is placed over tbe notes 
grouping them for each meetu. This is the PaJlavi of the Varnam The Anupallavi also 
Is to be°played similarly. But the notes attached to it should be played letter by letter. 

The Charauam is followed by a series or sets of notes ; each set should be played 
with Charauam one after another thus .-Charauam with the 1st set, Charauam with the 
2nd Charauam with the 3rd and so on. It should be noted, (1) that, in Varnams, the 
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Pj.,i . a is lens itt •] aftei Anupallavi only and that Chaianam ends by itself, but m Knthis, 
Pdhi>i is repeated aftei Anupallavi as well as aftei Charanam, and (2) that each part has 

t> be repeated twice 

The ^eveial naits of a Vatnam aie (1) Pallavi, (2) Anupallavi with Swaras, 
<>, Charanam »,th ‘a senes of Swaras. These 8«idi So not represent any Sahitya at 

al- bat are played with Charanam one after the othei 

Tfai-j is now Varnams are composed and they aie either m Athi Tala oi Ada Tala. 

A g i jd practice of Varnams gives a steady fingering and any numbei, not less 

tin*. ten, -mould be practised before Krithis aie taken up 


CHAPTER XIX 

KRITHIS 

Krithis c an be played quite easily, if all the preliminary exercises foi A arnams have 
bean g me through No special fiageungis required As however Krithis are composed 
in a v.iuety of Kigas and Talas, the gieatei the number of Knthis one learns, the deeper 
will hr one's insight into the music Krithis composed by Thiagaraja and Dhikshada aie 
worthy ones The manner of playing Krithis differs from that of playing Varnams m one 
respect 

In Varnams, the Pallavi, Anupallavi or Charanam is represented by one set of 
note-, and each is played in one way only But m Krithi, the Pallavi, Anupallavi or 
Charanam, each is represented in different ways, by a set of diffierent notes. They are 
called different Sangathis oi manners of executing the same Sahitya of a Pallavi 
or Anupallavi or Charanam. In some cases we come acioss with a dozen Sangathis for 
a Palla\i 

Another point to be noted in playing Krithis is about Tala oi Time. The beginning 
of a Krithi may be in Samam, Atheetham, or Anagatham, l e , the accent or the 
beginning of a Tala may either fall on, before or aftei the first letter of a composition. 
If Samam, the beat should commence with the first fingei, otherwise with the second, so 
that the following talas may legularly fall with the first finger — (Vide Chapter X, 
paid. 3b 

The playing of Ragas and Pallavi on the Vina requires a wider experience and a 
deeper >tudy of the ait and the principles underlying them cannot be attempted m this 

pinner. 


(TEE END) 



APPENDIX A. 

Table showing the fiets of the Vma that indicate the scales 01 notes m each of the 

72 Melakarthas or Modes 

Foi leady lefeience, the hist T2 frets of the Tina and the notes pioduced on 
them by the 1st string are shown in the diagiam below — 


No of frets 0 1st 

| |_ 

2nd 

3rd 

-1- 

4th 

5th 

6th 

7th 

I 

1 

00 

9th 

| 

10th 

i: 

Lth 

12th 

_| 

No*ea C , Pi 1 

represented m 

Ri 3 

RT 

Ga 3 

Ma 1 

Ma 3 

I 

Pa 

Tha 1 

Tha 3 

Tha 5 

N 

T 

Sa 

or 

or 






or 

or 





Ga 1 

Ga 2 






NT 

NT 












The fiets th 

it mutate tLen 


L\ G U1 

Modes 

-Names 


j 




Scales or Notes 



1 

Kana Kangi 



1 

0 

1 

2 

5 

7 

8 

9 

12 

2 

Ratfanangi 

... 

*•* 

... 

0 

1 

2 

5 

7 

8 

10 

12 

3 

Gana Moorttii 



*4 

0 

1 

2 

5 

7 

8 

11 

12 

4 

Vanaspattu 


... 


0 

1 

2 

5 

7 

9 

10 

la 

5 

Mana Vathi 




0 

1 

2 

5 

ft 

9 

li 

12 

6 

Thana Roopi 

•• 

- 

... 

0 

1 

2 

5 

7 

10 

11 

12 

7 

Sana Vathi 


... 

.. 

0 

1 

3 

5 

7 

8 

9 

12 

8 

Hanuma Thodi 

M 


.. 

0 

1 

3 

5 

7 

8 

10 

12 

9 

Tanuka 


- 


0 

1 

3 

5 

7 

8 

11 

12 

10 

Natakappriya 


#« 4 

• 

0 

1 

3 

5 

7 

9 

10 

12 

11 

Kokilappriya 




0 

1 

3 

5 

7 

9 

11 

12 

12 

Rupa Vathi 


- 


0 

1 

3 

5 

7 

10 

11 

12 

13 

Gayakappriya 

... 

. . 


0 

1 

4 

5 

7 

8 

e 

12 

14 

\akuiaparanam 




0 

1 

4 

b 

7 

8 

10 

12 

15 

Maya mala'va Gowla 

• «» 

- * 

* 

0 

1 

4 

5 

7 

8 

ii 

12 

16 

Chakravakkam 

•* 

- 


0 

1 

4 

5 

7 

§ 

10 

12 

17 

Surxya Kantham 



...j 


1 

4 

5 

7 

9 

11 

12 

18 

Hata kambari 


• 

i 

0 

1 

4 

5 

7 

10 

11 

12 

19 

Jum garatnoru 

- 

... 


0 

2 

3 

5 

7 

8 

9 

12 

20 

Nata bairavi 


. - 

- 

0 

2 

3 

5 

7 

8 

10 

12 

21 

Geera vani 

. 

* * 


0 

2 

3 

5 

7 

a 

11 

12 

22 

Karaharappri>a 


... 

... 

0 

2 

3 

5 

7 

9 

10 

12 

23 

J Gowri Manohari 


• 

#** 

1° 

2 

3 

5 

7 

9 

11 

12 

24 

1 Varunappriya 



... 

0 

2 

3 

5 

7 

10 

11 

12 



— - — ~ ■ 




0 

2 

4 

5 

7 

8 

9 

12 


Mara ran jam 

















0 

2 

4 

5 

7 

8 

10 

12 

26 

Sarukasi 

**» 
















0 

2 

4 

5 

7 

8 

11 

12 

27 

Sara sang* 


... 










28 

Hari Kamboji 


... 


0 

2 

4 

5 

7 

9 

10 

12 

29 

Theera Sankarabaranam 

*** 

... 

* 

0 

2 

4 

5 

7 

9 

11 

12 

30 

Naga nanthini 

4# 

... 


0 

2 

4 

5 

7 

10 

11 

12 
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uOJei 

31 ^ akappnya 

32 Raga varthani 

33 Kangaya busfaani 

34 Vaga thisvarl 

35 Sulini 

36 Chala N'ata 


Names 


The frets that indicate their 
Scales or Notes 


37 

33 

39 

m 

4i 


Salakainu 
Jalar navamu 
Jafavarah 
Nava neetham 
Paianl 


42 Raguppriya 

43 Ga*am botni 

44 1 Bhavappriya 

45 Suba pantha varaii 

46 Sfiat vitha Marnjgha 

47 ' Swarnangi 

48 , Thlvya main 

49 ^ Thavalam ban 

50 | Nama narayani 

51 1 Kama varthani 

52 Rama priya 


54 

Vis vambari 

55 

i Siyama langi 

58 

Stiiiismiigapprlya 

57 

j Simbantbira matt 

58 

j Hama vatfai 

59 

Tharma vatfii 

60 

Neethi math! 

01 

kantba mam 

02 

Risbaba priya 

03 

! i-stbangi 

84 

1 Vacbaspathi 

85 

j Mac ha Kalyani 

08 

5ilb rambari 

67 

Sucnanthrarnu 

68 

Jotbis varupini 

69 

Vfiathu varthani 

70 

Nasika bushani 

71 

Kosalanta 

j Raslka priya 


o 

3 

4 

5 

7 

8 

9 

12 

0 

3 

4 

5 

7 

8 

10 

' 12 

. 0 

j 

3 

4 

5 

7 

8 

11 

12 

. o 

3 

4 

5 

7 

9 

10 

12 

lO 

3 

4 

5 

7 

9 

11 

12 

. 0 

3 

4 

5 

7 

10 

11 

12 



0 12 

6 

7 

8 9 12 

* 

0 12 

6 

7 

8 

10 

12 


0 12 

6 

7 

8 

11 

12 


0 12 

6 

7 

9 

10 

12 


0 12 

6 

7 

9 

11 

12 


0 12 

6 

7 

10 

11 

12 


0 13 

6 

7 

8 

9 

12 


0 13 

6 

7 

8 

10 

12 


0 13 

6 

7 

8 

11 

12 


0 13 

6 

7 

9 

10 

12 


0 13 

6 

7 

9 

11 

12 


0 13 

6 

7 

10 

11 

12 

r 

0 14 

6 

7 

8 

9 

12 

■•!« 

0 14 

6 

7 

8 

10 

12 

-1 < 

0 14 

6 

7 

8 

11 

12 

H 

0 1 4 

6 

7 

9 

10 

12 

O 

6 

7 

9 

11 

12 

• 0 1 4 

6 

7 

10 

11 

12 

j 0 

2 3 

6 

7 

8 

9 

12 

j 0 

2 3 

6 

7 

8 

10 

12 

0 

2 3 

6 

7 

8 

11 

12 

0 

2 3 

6 

7 

9 

10 

12 

jo 

2 3 

6 

7 

9 

11 

12 

0 

2 3 

6 

7 10 

11 

12 


0 

0 

0 

0 

0 


2 

2 

2 

2 

2 


4 

4 

4 

4 

4 

4 


6 

6 

6 

6 

6 

6 


7 

7 

7 

7 

7 

7 


3 9 42 


8 10 
8 11 
9 10 

9 11 


12 

12 

12 

12 


10 11 12 


0 

1 ° 

0 

0 

0 

0 


3 

3 

3 

3 

3 


4 

4 

4 

4 

4 

4 


6 

6 

6 

6 

6 

6 


7 

7 

7 

7 

7 

7 


8 9 
8 10 
8 11 
9 10 

9 11 

10 11 


12 

12 

12 

12 

12 

12 
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Table showing the names of popular Derivative Ragas, with their ascending and 
descending order of Notes, classified under their respective Melakartas, the most popular 
and common place Ragas being distinguished by asterisks 


Mode No. 8, Hanumathodl 


1 

Thodi* 

.. 1 Sa Ri Ga Ma Tha Ni Sa 

Sa Ni Tha Ma Ga Ri Sa 

2. 

Thanyasi* 

.. Sa Ga Ma Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

3. 

Bhupalam 

. ! Sa Ri Ga Pa Tba Sa 

[ Sa Tha Pa Ga Ri Sa 

4. 

Punnaga Varali 

. SaRiGaMaPaThaNi 

Ni Tha Pa Ma Ga Ri Sa Ni 

5 

Naga Varail 

.! NiSa Ga Ri Ga Ma Pa Tha 

Pa Ma Ga Ri Sa Ni 

6. 

Aagiri 

.. f Sa Ri Sa Ga Ma Pa Tha Ni Sa 

1 Sa Ni Thaa Pa Ma Ga Ri Sa 

7. 

Asaveri 

. i Sa Ri Ma Pa Tha Sa 

; Sa Ni Sa Pa Tha Ma Pa Ri Ga 



1 

| Ri Sa 


Mode No. 15, Maya malava gowla 


1. 

Malahari 

, ti Sa Ri Ma Pa Tha Sa 

Sa Tha Pa Ma Ga RiSa 

2. 

Savari* 

. . 1 Sa Ri Ma Pa Tha Sa 

, Sa Nt Tha Pa Ma Ga Ri Sa 

3 

Gowla* 

,J Sa Ri Ga Ma Ri Ma Pa Ni Sa 

Sa Ni Pa Ma Ga Ma Ri Sa 

4 

Jaganmohini 

.1 Sa Ga Ma Pa NiSa 

j Sa Nt Pa Ma Gaa Ri Sa 

5 

Bowli 

... Sa Ri Ga Pa Tha Sa 

\ Sa Ni Tha Pa Ga RI Sa 

6 

Nathanamakriya 

... Sa Ri Ga Ma Pa Tha Vi 

Vi Tha Pa Ma Ga Ri Sa Ni 

7 

Gowhpanthu 

Sa Ri Ga Ri Ma Pa Tha Pa NiSa 

Sa Ni Tha Pa Ma Ga Ri Sa 

8 

Sowrashtram* 

... Sa Ri Ga Ma Pa Tha Ni Sa 

Sa NI Taaa Pa Ma Ga Ri Sa 

9 

Smthuramakrija 

ha Ga Ma Pa Tha Ni Sa 

Sa Ni Pa Tha Pa Ma Ga Sa 

10 

Guntakriya 

Sa Ri Ma Pa Ni Sa 

Sa Ni Pa Tha Pa Ma Ga Ri Sa 

11 

Parasu 

Sa Ri Ga Ma Pa Tha Nt Sa j 

St Vi Tha Pa Ma Gaa Ri Sa 

12. 

Purvi 

Sa Ri Ga Ma Pa Tha Ni Tha Sa 

Sa NT T.ta °a Ma Tha Ma Ga Ri 
Sa 

13. 

Vasaatha* 

SaGa Ma Tha Ni Sa 

Sa Vi Tha Ma Ga Ri Sa 


Mode No. 16, Chakravakkam 


1. Kalavatht 

2. Malaya marutham 
3 Vega vaguu 


. Sa Ri Ma Pa Tha Sa Sa Tha Pa Ms Qa S a Ri Sa 

. i Sa Ri Ga Pa Tha Ni Sa Sa Ni Taa Pa Ga Ri Sa 

Sa Ri Ga Ma Pa Tha Vi Tha Sa Sa Nt Ttia Pa Ma Ga RI Sa 
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Mode No. 17, Suriya kantham 

-? 

1 

Bairavam 

Sa Ri Ga Ma Pa Tha Ni Sa 

Sa Tha Pa Ma Ga Ri Sa 

2 

Lalitha 

Sa Ri Ga Ma Tha NT Sa 

Sa Ni Tha Ma Ga Ri Sa 



Mode No. 20, Nata Bairavi 

1 

Bairavi* 

Sa Ri Ga Ma Ni Tha Nt Sa 

Sa Ni Tha Ma Ga Ri Sa 


\nantha Bairavi* 

Sa Ga Ri Ga Ma Pa Tna Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

> 

Rgcthi go^v la f 

. Sa Ga Ri Ga Ma Ni Tha Ala Pa 

Sa Ni Tha Ma Pa Tha Ma Ga Ri 


Ni Sa 

Sa 

£ 

Ja>anthasn 

Sa Ga Ma Tha Ni Sa 

Sa Ni Tha Ma Ta Ma Ga Sa 

j 

Aaben^ 

, Sa Ga Ma Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

€ 

Ltha>ara>i chanthrika 

Sa Ga Ma Pa Ni Sa 

Sa Ni Pa Ma Ga Sa 

$ • 

Thevaknya 

Sa Ga Ma Ni Tha Ni 

Pa Tha Ma Ga Ri Sa Ni 

*. 

Manji 

Sa Ri Ga Ma Pa Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

t 

Purnasatjama 

Sa Pa Ma Pa Tha Pa Sa 

Sa Ni Tha Ma Ga Ri Sa 

10. 

Jingla 

Sa Ri Ga Ma Pa Tha Ni Tha Pa Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

A A 

HmthoSa vasanthamu 

Sa Ga Ma Pa Tha Ni Tha Sa 

Sa Ni Tha Pa Ma Ga Tha Ma Ga 




Sa 



Mode No. 22, Karaharappriya 

1. 

kanada* 

Sa Ri Ga Ma Tha Ni Sa 

Sa Ni Pa Ma P a Tha Ni Tha Pa 



, 

Ma Gaa Ma Ri Sa 

JL 

Kapi^ 

Sa Ri Ga Ma Ri Pa Ma Pa Tha 

Sa Ni Tha Pa Ma Ga Ri Sa 



Nj Sa 


-> 

Sriragam* 

Sa Ri Ma Pa Ni Sa 

Sa Ni Pa Tha Ni Pa Ma Ri Ga 



1 

Ri Sa 

4 

Sriranianl 

Sa Ri Ga Ma Tha Ni Sa 

j 

Sa Ni Tha Ma Ri Ga Ri Sa 

5 

Mokari* 

Sa Ri Ma Pa Tha Ni Tha Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

b 

Ttiiirbar 111 

Sa Ri Ma Pa Tha Ni Sa 

Sa Ni Tba Pa Ma Ga Ri Sa 

1 

Usani* 

Sa Ri Ga Ma Pa Tha Ni Sa 1 

Sa Ni Tha Pa Ma Ga Ri Sa 

s 

Mathyamavathi* 

Sa Ri Ma Pa Ni Sa 

Sa Ni Pa Ma Ri Sa 

9. 

Pala roaojari 

Sa Ga Ma Tha Sa 

Sa Ni Tha Pa Ma Gaa Ma Ri Sa 

10 

Nayaki* 

Sa Ri Ma Pa Tha Ni Tha Pa Sa 

Sa Nu Thaa Ma Ga Pa Ri Sa 

11 

Sutha Thanyasi 

• Sa Ga Ma Pa Ni Pa Sa 

Sa Ni Pa Ma Ga Sa 

12 

Sutfia Bungaia 

Sa Ri Ma Pa Tha Sa 

Sa Tha Pa Ma Ri Ga Ri Sa 

13 

Munjeu 

Sa Ga Ri Ga Ma Pa Ni Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

14 

M&mrangu 

Sa Ri Ma Ga Ma Pa Ni Sa 

Sa Ni Pa Ma Ga Ri Sa 

11 

Aabogi 

Sa Ri Ga Ma Tha Sa 

Sa Tha Ma Ga Ri Sa 

16 

Jayanarayam 

Sa Ri Ga Ma Pa Tha Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

1 1 * 

Kalamtbi 

Sa Ri Ga Ma Sa Pa Ma Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

1^. 

The\a Manohari 

Sa Ri Ma Pa Tha Ni Sa 

Sa Ni Tha Ni Pa Ma JJi Sa 

10 

Sitha saua 

Sa Ga Ri Ga Ma Pa Tha Sa 

Sa Ni Tha Ma Pa Ma Ri Ga Ri Sa 

:o 

Kannada gowla 

Sa Ri Ga Ma Pa Ni Sa 

Sa Nx Tha Pa Ma Ga Sa 



Mode No. 27, Sarasangl 



Kamala manohari 

Sa Ga Ma Pa Ni Sa 

Sa Ni Tha Pa Ma GaSa 
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Mode No. 28, Harikamboji 


1 

Kamboji* 


Sa Ri Ga Ma Pa Tha Sa 

* Sa Ni Tha Pi Ma Ga Ri Sa 

2 

Yathukula Kamboji* 

, 

Sa Ri Ma Pa Tha Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

3 

Kethara Gowla* 


Sa Ri Ma Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

4, 

Kunthaia varaa 


Sa Ma Pa Tha Ni Tha Sa 

Sa Ni Tha Pa Ma Sa 

5 

Kapi narayani 


Sa Ri Ma Pa Tha Ni Sa 

Sa Ni Tha Pa Ma Gaa Ri Sa 

6 

Mohana* 

. 

Sa Ri Ga Pa Tha Sa 

Sa Tha Pa Ga Ri Sa 

7 

Bala humsa 


Sa Ri Ma Pa Tha Sa 

Sa Ni Tha Pa Ma Ri Ma Ga Sa 

8 

Jumjuti* 


Tha Sa Ri Ga Ma Pa Tha Ni 

Tha Pa Ma Ga Ri Sa Ns Tha Pa 

Tha Sa 

9 

Sahana* 

• 

Sa Ri Ga Ma Pa Ma Tha Ni Sa 

Sa Nil Tha Pa Ma Ga Ma Ri Ga 
Ri Sa 

10, 

Saraswati Manohari 


Sa Ri Ga Ma Tha Sa 

Sa Tha Ni Pa Ma Ga Ri Sa 

11 

Esa Manohari 


Sa Ri Ga Ma Pa Tha Ni Sa 

Sa Ni Tha Pa Ma Ri Ma Ga Ri Sa 

12 

Umabaranam 

.. 

Sa Ri Ga Ma Pa Tha Nu Sa 

Sa Ni Pa Ma Ri Ga Ma RI Sa 

13 

Narayana Gowla 


Sa RI Ma Pa Ni Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Ga Ri Sa 

14 

MaSavi 


Sa Ri Ga Ma Pa Ni Ma Tha Ni Sa 

Sa Ni Tha Ni Pa Ma Ga Ma Ri Sa 

15 

Prathapa Varali 


Sa Ri Ma Pa Sa 

Sa Tha Pa Ma Ga Ri Sa 

16 

Neelamban 

~| 

Sa Ri Ga Ma Pa Tha Pa Ni Sa 

Sa Ni Pa Ma Ga Ri Ga Sa 

17 

Syama 


Sa Ri Ma Pa Tha Sa 

Sa Tha Pa Ma Ga Ri Sa 

18 

Negeswarali 

J 

Sa Ga Ma Pa Tha Sa 

Sa Tha Pa Ma Ga Sa 

19 

Suratti* 

•• 

Sa Ri Ma Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Pa Ma Rii 

Sa 

20 

Nata Kurumji 

l 

Sa RI Ga Ma Tha Ni Pa Tha NI Sa 

Sa Ni Tha Ma Ga Sa 

21 

Kamasu* 

. 

Sa Ma Ga Ma Pa Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Sa 

22 

Kathana Kuthokalam 


Sa Ri Ma Ga Pa Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

23 

Smthu Kannada 


Sa Ma Ga Ma Ri Ga Ma Pa Tha 

Pa Sa 

Sa Ni Tba Pa Ma Ga Ri Sa 

24 

Navarasa Kannada 


Sa Ga Ma Pa Sa 

Sa NiTha Maa Ga Ri Sa 

25 

Bangala 

m m 

Sa Ri Ga Ma Pa Ma Ri Pa Sa 

Sa Ni Pa Ma Ri Ga Ri Sa 

26 

Kokilathom 

..1 

Sa Ri Ga Ma Tha Ni Tha Sa 

Sa Ni Tha Ni Pa Ma Ga Ri Sa 


Mode No. 29, Theera Sankara baranam 

1 

Sankara baranam* 


Sa Ri Qa Ma Pa Tha Ni Sa 

Sa Tha Pa Ma Ga Ri Sa 

2 

Kuranji 


Sa Ni Sa Ri Ga Ma Pa Tha 

Tha Pa Ma Ga Ri Sa Ni Sa 

3 

Kethara* 


Sa Ma Ga Ma Pa Ni Sa 

Sa Ni Pa Ma Ga Ma Tha Ma Ga 

RiSa 

4 

Biyag* 


Sa Ga Ma Pa Ni Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

5 

Hamsatbom* 


Sa Ri Ga Pa Ni Sa 

Sa Ni Pa Ga Ri Sa 

6 

Garudathoni 


Sa RiGa Ma Pa Tha Ni Sa 

Sa Tha Pa Ga Ri Sa 

7 

Theva ganthari 


Sa Ri Ga Ri Ma Pa Tha Ni Sa 

Sa Ni Tha Pa Ma Ga Rii Sa 

8 

Belahari* 

... 

Sa Ri Ga Pa Tha Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

9 

A at a r a* 


Sa Ri Ma Pa Ni Sa 

Sa Ni Tha Pa Ma Ga Ri Sa 

10 

Aarabi* 


Sa Ri Ma Pa 1ha Sa 

Sa Ni Tha Pa Ma Ga R« Sa 

11 

Navaroj 

.. 

Pa Tha Ni Sa Rj Ga Ma Pa 

Ma Ga Ri Sa Ni Tha Pa 

12 

Kannada 

.. 

Ga Ri Sa Ri Ga Ma Pa Ma Tha j 
Ni Sa i 

Sa Ni Sa Tha Pa Ma Pa Ga Mi 

Ri Sa 
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H. 

B» agada* 

14 

Sulba Savari 

13, 

Puma chanthrika 

m 

Jana ran Jan i 

17 

Kolahalamu 

IS 

Vnartham 

¥3 

Sinthu manthan 


j Sa Ga Ri Qa Ma Pa Tha Nii Tha 
I Pa Sa 

i Sa Ri Ma Pa Tha Sa 
* • ! Sa Ri Ga Ma Pa Tha Pa Sa ! 

Sa Ri Qa Ma Pa Tha Pa Ni Sa 
Sa Pa Ma Qa Ma Pa Tha Ni Sa 
j SaRiMaPaSa 
Sa Ri Qa Ma Pa Sa 


Sa Ni Tha Pa Ma Qa Ri Sa 

Sa Tha Pa Ma Ri Sa 
Sa Ni Tha Pa Tha Pa Ma Qa Ma 
RiSa 

Sa Tha Pa Ma Ri Sa 
Sa Ni Tha Pa Ma Qa Ri Sa 
SaNiTha Pa Ma Qa Ri Sa 
Sa Ni Tha Pa Qa Ma Tha Pa Ma 
Ri Sa 


1 Nata* 


1 V araii* 


Mode No. 36, Chala Nata 

... Sa Ri Ga Ma Pa Tha Ni Sa Sa Ni Pa Ma Ri Sa 

Mode No. 39, Jala varaii 

■ • Sa Qa R, Qa Ma Pa Tha Ni Sa ] Sa Ni Tha Pa Ma Qa R, Sa 


1. Paatim v araii 


Mode No. 45, Subha Panthu varaii 

... Sa Ri Qa Ma Pa Tha Ni Sa | Si N, Tha Pa Ma Qa Ri Sa 


1 Mantfiarf 


Mode No. 50, Nama narayanf 


•' Sa Ri Qa Ma Pa Ni Sa 


I Sa Ni P a Ma Qa R ( Sa 


1* Purvi Kalyaoi* 


Mode No. 53, Gamana Srama 

... S. R, 0. M , p, n , N , Tha Sa , s „ Nl Tha pa 0a R . Sa 


1. 


iSode No. 57, Simhenthra Mathyamam 


Mathava Wanohan 


Sa Qa R, Q a Ma Pa Nl Tha f 


Sa Ni Tha Pa Qa Ri Sa 


1. Kalyaoi* 

2. Saran go* 

3 Yamuna Kalyam 

4 Hamir Kalyani 


Mode No. 65, Macha Kaiyani 


", S 3 Ri Ga Ma Pa Tha Ni Sa 
... Sa Ri Qa M a Pa Tha Ni Sa 

• Sa Rl Ga Pa Ma Pa Tha Sa 

• Sa Pa Ma Pa Tha Nt Sa 


Sa Ni Tha Pa Ma Qa Ri Sa 
Sa Ni Tha PaMa R, Q a Ma R,Sa 
Sa Tha Pa Ma Pa Qa Ri Sa 
Sa Ni Tha Pa G a (M a ) Q a Ri S a 
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